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Correspondingly, they looked to fundamental transformations of the visions of time and space, the very efforts at describing the age and its characteristics that had dominated intellectual and cultural life earlier in the century. The epic development of grand narrative is presented in contracted form, whereas the momentary, the anecdotal, and non-events simultaneously dilate. Oft-favoured conventions in depicting time are thus twisted or distorted, and there is a pointedly problematic tension between contraction and dilation. The consequence is a wave of significant formal innovation in literature whose full significance critics have tended to overlook because they have not usually interpreted Valera, Alarcón, and Ros together as a group responding to the crisis of 1873-74. Some critics have noted the formal innovations of some at least of these works and their reinvention of nineteenthcentury visions of time (for example on Jornadas, Ginger 2000: 91-123) . Some scholars too have sought to relate important texts from these years, such as Valera's Pepita Jiménez, to contemporary events (for example, Labanyi 2000: 265-67; Fernández 1994: 238) . But this article aims to build on existing findings in order to propose an overarching interpretation of these three authors' 'literature of the First Republic'.
Beyond its aesthetic importance, the 'literature of the First Republic' matters because it is a significant attempt to address the recurrent tendency of coherent liberal narrative accounts of space and time to be undermined and destabilized by crises of governability. Many nineteenth-century intellectuals had believed that only an unfurling, extensive narrative account of time, rooted in the historical selfunderstanding of human existence, could rein in the repeated crises of the age (see Ginger 1999: 11-93) . As befits an age continually engaged with debates about political liberalism, there was a parallel concern with relating the development of each individual being to the unfurling of these grand historical narratives. This is echoed in the extensive use of first-person narrative in three of the four narratives discussed here (Jornadas, Pepita Jiménez, La Alpujarra) . But belief in any given grand narrative explanation was necessarily predicated on its ability to resolve the problems of the age. As governments came and went, most dramatically with the dynastic crisis and troubled Republic of 1873 to 1874, existing narratives could appear to lack credibility. Valera, Alarcón, and Ros take as their principal subject the tension lying within liberal grand narratives. By addressing that problem head on, they seek to respond to the supreme crisis of 1873-74 when liberal constitutional monarchism itself faced collapse.
By the standards of previous decades at least, the years 1873 to 1874 were remarkable, not particularly because of the number of works produced and published, (Mendoza 2004: 58-59) .
It is important to maintain a balance between emphasizing the importance of the years 1873 and 1874 and not exaggerating their significance. The individuals discussed in this article were well established, and the works they produced in these two years did not entirely depart from lines of creativity that they had explored during the previous decade. These preceding years had themselves been characterized by a decisive realignment of Spanish political life (Burdiel 2008: 152-55) . As one would expect, there is no clear sharp line either between some significant works produced during the crisis of Amadeo I's reign immediately prior to the Republic and the developments of 1873-74. Alarcón's Alpujarra (published March 1873) relates a journey that took place in March 1872, and is based on notes from that trip (Lara Ramos 2001: 129-32) .
Similarly, one may reasonably presume that Ros de Olano's Jornadas, which was published in January and February 1873 in the Revista de España, was conceived prior to that year. But allowing for such qualifications, it is hard not to be struck by the near simultaneous publication of landmark works in the trajectory of so many established individuals. As regards literary history specifically, that impression is reinforced by the fact that these three key writers were closely linked over many years. Ros and Valera were both personal friends of Alarcón, and Valera and Ros had first met as long ago as 1839. Despite the efforts of Montesinos to draw a dividing line between Valera and Alarcón, we will see how a literary dialogue develops between them and Ros de Olano (Montesinos 1977: 25; Lara Ramos 2001: 64; 'Juan Valera: el autor' accessed 2008) .
Ros de Olano, by now an experienced politician, soldier, and writer, was the elder of the three writers, aged 65 in 1873, and the most established of the three. This article will argue that his approach to literature was the key reference point in the 'literature of the First Republic'. This is not simply because his two somewhat younger friends (Valera was 49, Alarcón 40) may be responding specifically during 1873 and 1874 to his Jornadas, the first of the four works studied here to be published. Rather, I will argue more broadly that they share and debate very similar literary concerns to those at the heart of Ros's work.
Jornadas, written from the perspective of an ageing Ros in his Madrid home in 1873, recalls an event at his family estate in Catalonia following one of the many political uprisings that followed in the wake of 1808, the liberal revolution of 1820. A donkey bites off a man's face prior to decapitating him. As I have argued elsewhere, the narrative is peppered with allusions to the vast struggles of liberalism and absolutism both on a more broadly historical and on a personal level. The donkey's victim is a cruel fighter for absolutism, and Ros himself, because of his liberal beliefs can no longer return to his family home. But the text is at odds with established modes of autobiography and historical memoir writing. This is because its focus, despite the text's relative length, is almost entirely on a single event that is tangential to the narrator's own life, of which he is only a witness, whose significance to him is never rendered entirely clear, and which event in fact occupies relatively little of the text itself. Although it is clearly implied that the donkey's brutal act is significant both for our understanding of the spirit of the age and for Ros's place in it, it is never entirely clear how or why. As is characteristic of previous works by Ros such as El doctor Lañuela, what we have here is a twin compression and expansion of established narrative structures: the extensive account of a life or at least a childhood has been replaced by a single tangential incident, but then, rather than providing us with a miniature or small fragment, Ros subjects the tangential incident to extensive treatment. The depiction of time simultaneously contracts and dilates (see Ginger 2000: 21-51, 91-123) .
In turn and in their own distinct ways, Alarcón's El sombrero de tres picos and La Alpujarra respond to these established concerns in Ros de Olano's work. El sombrero is structured around a fundamental tension between suggestions of a grand narrative of the nineteenth century, and a contrasting focus on the anecdotal. The opening of the text is resonant with suggestions that it is somehow symbolic of the origins of an era that is now coming to an end (Fernández 1994: 236, 240) : 'Comenzaba este largo siglo, que ya va de vencido' (Alarcón 1954: 444) . Alarcón tantalizes the reader with references to the grand re-shaping of Europe with which the century began. At the end, Alarcón returns very briefly again to that initial focus, recounting how the Napoleonic invasion of 1808, habitually considered the foundational moment of nineteenth-century Spain, transformed the lives of the protagonists. However, in between these brief hints of a grand narrative, the majority of the story focuses, overtly at least, on a famous anecdote about attempted adultery in Andalusia: at the end of the first, short chapter Alarcón states: 'Y aquí termina todo lo que la presente historia tiene que ver con la militar y política de aquella época' (445). This is not to say that the story is not symbolic of early signs of a changing society -critics like Fernández have found it relatively easy to spot such signs. Rather, it is to say that Alarcón makes a considerable show of indicating that his explicit focus lies elsewhere, in something that seems apparently minor. By comparing the miller, Lucas, to Othello, Alarcón underlines this tension between the explicitly anecdotal, and the hints of a much more widely applicable symbolic resonance. Lucas is 'un hombre como el de Shakespeare' (449). For many nineteenth-century Spanish intellectuals, Shakespeare was considered a writer of prodigious profundity (see Ginger 1999: 217-18) . As Valera notes with some irony, Shakespeare was widely considered 'inconcebiblemente sabio'. Despite some scepticism, even he accepts that Shakespeare's works are redolent with ideas that shaped the future through to the nineteenth century (Valera 1949: 371, 374) . The vast source of intellectual insight has now, in El sombrero, become a southern Spanish labourer.
In turn, Alarcón indicates how problematic is the literary form of his novel by referring to developments in painting, asking '¿A qué estas actitudes melodramáticas en un cuadro de género?' (449). A genre picture, a cuadro de género, was habitually distinguished from more supposedly elevated kinds of art not just because of its small size, but because it dealt with relatively anecdotal subject matter. In contrast, the 'philosophical' significance of often larger works -concerned with major events in history and tradition -was usually emphasized by markedly emotive poses, gestures, and actions. There was nothing novel about trying to transcend the divide between these two sorts of painting, between genre and history. Under the reign of LouisPhillipe in France, in the 1830s and 1840s, a new kind of painting, genre historique, had developed in which major events were portrayed in a supposedly more democratic way, with less focus on a few, melodramatic protagonists, and much more on a greater number of smaller-scale figures, thus depicting a more liberal view of history (see Marrinan 1988) . Other artists, such as Fortuny, recreated in smaller scale the melodrama of the epic event as in his Matanza de los abencerrajes (1871). Others still, like Valeriano Domínguez Bécquer sought to lend a statuesque and purportedly monumental significance to the rough-edged depiction of people who are more humble and poor than picturesquely folkloric. But all of these were attempts to fuse the epic and the anecdotal, to find the one in the other. What matters in El sombrero de tres picos is how pointedly uncomfortable is the relationship, how exaggerated and extreme the tension between a cuadro de género and melodrama, between anecdote and the symbolic sweep of grand historical or intellectual significance. The connection to wider History is as abruptly curtailed then as suddenly resumed at the end. Similarly, elsewhere Alarcón underlines the uneasy co-existence of two quite different tones: '¿a qué estas notas lúgubres en una tonadilla alegre?' (449).
In both Jornadas and El sombrero, the point is precisely not that we are able to find 'lo grande en lo pequeño'. Rather, it seems as if we ought to be able to, but the relationship between the two is obscured, difficult to discern. La Alpujarra, in turn, Some critics, such as Irvin (1986: 68, 92-93, 156) , have observed how curious is striking. In the prologue, the text is described as being 'a modo de novela, si bien con poco o ningún enredo' (Valera 1874: 146) . In line with this statement, from the first letter on the 22 March to the last on 18 June -that is for almost three monthsremarkably little happens, at least in terms of actual events. The protagonist Luis speaks with his father of the latter's plans to marry Pepita, meets her and other locals, and, in a major development, learns to ride a horse. After some occasional handholding and much fretting, and after over two months have gone by, Luis and Pepita exchange a single kiss. In contrast, later, in a space of mere hours, there is a seduction scene, after which Pepita and Luis make love, then there is a gambling scene with Luis playing cards against a nobleman who has spoken dishonourably of Pepita, and finally Luis duels victoriously with this same aristocrat, the Conde de Genazahar. It is not just that there are parallels in the structure of works written by Valera and Ros. There is also textual evidence linking them. Most obviously, in Pepita Jiménez, the prologuist's interest in literature with 'poco o ningún enredo' itself calls to mind Ros's accounts of his own works, for example his exclamation in Jornadas, '¡Oh, cuántas veces algunos de mis lectores habrán desdeñado mis escritos, porque no encontraron argumento!' (Ros 1873: 320-21). Back in 1860, in his essay on 'La naturaleza y carácter de la novela', Valera himself remarked on 'novelas, en las cuales, examinadas superficialmente, nada sucede que de contar sea. En ellas apenas hay aventuras ni argumento', describing such works as 'psicológicas' (Valera 1949: 195, author's italics). This remark is significant, not simply for its similarity to So, what had these altered narrative depictions of time to do with the circumstances of the First Republic? Arguably, the answer lies in a common feature of these works which, while not in itself sufficient to distinguish a singular literary group, is significant in relation to the depiction of time. There is a pervasive concern with a relatively remote location, outside Castile, usually steeped in tradition, while at the same time alluding to the turbulent circumstances of the age, the saeculum, the siècle.
Jo Labanyi has shown in considerable detail how Pepita Jiménez relates to the political, social, and economic debate around caciquismo in rural Spain, and there is little to be gained by repeating her findings at length here (Labanyi 2000: 267-75, 282-86) . As we have seen Jornadas, set in rural Catalonia at Ros's ancestral home, is filled with digressive reflections on the modern age. In turn, Alarcón journeys to the Alpujarra, which he describes rather exaggeratedly as an unexplored region of Europe, in search of a response to political and religious chaos, and El sombrero, set in the rural south, alludes to the vast changes that initiate the saeculum. In the light of the Federal Republic and the Cantonalist rebellion in 1873, not to mention the Carlist rising in the north at the same time and its prelude in raids in Catalonia and Aragon during 1872 (Carr 1982: 330, 339) , it is easy to see why there should be such interest in the relationship between provincial life and the grand narrative of Spain's historical transformation, as Resina (1995) suggests. Similarly, all these texts except El sombrero contain explicit reflection on the problem of establishing links between the centre of Spain and the supposed periphery, if only in the form of Pepita Jiménez's concern with caciquismo.
The peculiar treatment of time in these four narratives implies an exacerbated difficulty in providing a coherent account of how the 'periphery' relates to any attempt at creating a Spanish grand narrative. Just as intellectual and cultural figures of all political persuasions attempted to address the ongoing crisis of the siglo through the self-understanding offered by philosophical history, so those explicating the relationship between the provinces and the centre generally deployed historical narratives that closely interrelated the unfurling story of the diverse nationalities and provinces of Iberia (see Ginger 1999: 98-99) . Such an approach evidently needed a narrative structure, an extensive argumento that guaranteed coherence. The highly disrupted, dilated and contracted narrative structure of these four works can be taken as symbolic of a serious problem in establishing the relationship between regional life and any such grand narrative. This key implication of the narrative structure needs to be taken seriously in any interpretation of other aspects of these works: it suggests Spain is facing the collapse of the great sweep of previous efforts to construct a narrative that will resolve the divisions and diversity of both its history and geography, of its space and its time. This is perhaps the meaning of Alarcón's opening remark in El sombrero that the siglo, the age, the century is coming to an Krausism and Spanish mysticism, the reader might draw the conclusion, less that the discourses can be synthesized, than that they can be merged or confounded with troubling ease, that their words can be interpreted and re-deployed in many different ways, that they offer no firm grip on reality. In a culminating irony Filaletes refuses to explain systematically his claim that he can reconcile rival philosophical systems, 'porque [...] en el punto en que yo expusiera y convirtiera en sistema mi filosofía perenne, dejararía ya de ser perenne filosofía, y sería un nuevo sistema filosófico' (Valera 1949 (Valera : 1548 . If we interpret Pepita Jiménez in this light, we may view Luis's shifting between mystic, pantheist, orthodox Catholic, and Krausist discourse, and the parallel ironic treatment of narrative authority, as an inability to establish a convincing single discourse in which to express a grand narrative for Spain. Such observations reinforce the political implications that critics like Bianchini (1990) 
